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T h e  P o l i t i c s  o f  P i c t u r i n g  
I n  g e n e r a l ,  w h e n  p o l i t i c a l  a r t  i s  c o n s i d e r e d ,  i t  i s  u n d e r s t o o d  
a s  t h a t  a r t  w h i c h  i s  c l e a r  i n  i t s  p o l i t i c a l  r e f e r e n c e s ,  h a s  s o c i a l  
p u r p o s e  o r  a t t e m p t s  s o m e  s o c i a l  c r i t i q u e  a r o u n d  p a r t i c u l a r  
i s s u e s  - i n  o t h e r  w o r d s  t h a t  a r t  w h i c h  i s  p o l i t i c a l l y  o v e r t .  
T h e s e  i d e a s  o f  p o l i t i c s  i n  a r t  t e n d  t o  i s o l a t e  s o  c a l l e d  p o l i t i c ·  
a l  a r t  f r o m  m a i n s t r e a m  a r t i s t i c  p r a c t i c e .  T h e  e f f e c t i v e n e s s  
o f  t h a t  a r t  i n  a n y  r e a l  s e n s e ,  e i t h e r  a e s t h e t i c  o r  p o l i t i c a l ,  i s  
s e v e r e l y  c u r t a i l e d  b y  i t s  p o l e m i c i z e d  p l a c e m e n t  o n  t h e  m a r ·  
g i n s  o f  a r t i s t i c  p r a c t i c e .  
T h e  d e f i n i t i o n  o f  p o l i t i c a l  a r t  i s  t o o  n a r r o w .  F o r  s o m e ,  t h e  
i d e a  o f  p o l i t i c a l  a r t  h a s  b e c o m e  s y n o n y m o u s  w i t h  ' c o m m u n i ·  
t y '  f o c u s e d  m u r a l s  o r  t h e  p l a c i n g  o f  a r t i s t s  w i t h i n  t h e  c o m m -
u n i t y .  I n  t h i s  c a s e ,  s o c i a l  r e l e v a n c e  ' t h e  p o l i t i c a l ' ,  i s  t h e  m a k -
i n g  o f  a r t  w h i c h  s e r v e s  s o m e  a p p a r e n t  s o c i a l  f u n c t i o n ,  i n d e p -
e n d e n t  a n d  f r e q u e n t l y  c r i t i c a l  o f  i t s  s t u d i o  p r o d u c t i o n  a n d  
g a l l e r y  m e t h o d  o f  d i s p l a y .  T h i s  s i m p l i s t i c  v i e w  o f  t h e  s o c i a l  
f u n c t i o n  o f  a r t  i s  l i n k e d  i n  o p p o s i t i o n  t o  e l i t i s t  ' a r t  f o r  a r t ' s  
s a k e '  a e s t h e t i c s .  T h e  u s e  v a l u e  o f  a r t  i s  l o c k e d  i n t o  t h i s  
b i n a r y  s y s t e m .  
W h a t  s e e m s  t o  d o m i n a t e  t h e  t h i n k i n g  a r o u n d  a n d  a b o u t  t h i s  
u s e  o f  a r t  i s  t h a t  p u b l i c  f u n d i n g  d e m a n d s  a c c o u n t a b i l i t y ,  
j u s t i f i c a t i o n  a n d  r e s p o n s i b i l i t y  - c o m m u n i t y  n e e d s  v e r s u s  
' e x c e l l e n c e '  f o r  t h e  f e w .  T h e r e  i s ,  a r g u a b l y ,  a n  e l e m e n t  o f  
e x p e d i e n c y  o n  b o t h  s i d e s  i n  t h e  p r o m o t i o n  o f  t h i s  p o l a r -
i s a t i o n .  M y  i n t e n t i o n  i s  n o t  t o  e n g a g e  t h e s e  a r g u m e n t s  b u t  
t o  m a k e  s o m e  o b s e r v a t i o n s  i n  p a s s i n g ,  a s  a  m e a n s  t o  b e g i n n -
i n g  t o  d i s c u s s  a  m o r e  s p e c i f i c  c o n c e r n  w i t h  t h e  s t r a t e g i e s  o f  
c u r r e n t  a r t  p r a c t i c e .  
T h e  o f f i c i a l  e n t h u s i a s m  f o r  c o m m u n i t y  a r t w o r k  r e p r e s e n t s  
l . e s s  a  c o n s i d e r e d  c r i t i c i s m  o f  ' e l i t e '  a r t  p r a c t i c e  a s  m u c h  a s  a  
p r a g m a t i c  s o l u t i o n  t o  t h e  n e e d  f o r  d e m o c r a t i c  s o c i a l i s t  
g o v e r n m e n t s  t o  b e  s e e n  t o  b e  a c t i n g  o n  t h e i r  p r i n c i p l e s .  1  
S u c h  r e f o c u s i n g  o f  s u p p o r t  o f f e r s  a  u s e f u l  ' s o l u t i o n '  o n  a t  
l e a s t  t w o  l e v e l s .  
F i r s t ,  t h a t  g o v e r n m e n t  f u n d i n g  o f  t h e  a r t s  i n  g e n e r a l  i s  
m o r e  a t t r a c t i v e  i f  v i e w e d  i n  t e r m s  o f  a n  o s t e n s i b l y  p o p u l a r ,  
b r o a d  a n d  ( h o p e f u l l y )  d e m o c r a t i c  b a s e  a n d  s e c o n d l y ,  t h a t  
s u c h  g o v e r n m e n t  s p o n s o r e d  a r t s  p r o g r a m m e s ,  l i n k e d  t o  
c o m m u n i t y  i n t e r e s t ,  a d v e r t i s e  t h e m s e l v e s  i n  t h e  e l e c t o r a t e .  
M u c h  w o r k  r e c e i v i n g  o f f i c i a l  f u n d i n g  s a n c t i o n s  i s  p r o b l e m -
a t i c  f o r  t h e  p u r p o s e  o f  t h i s  d i s c u s s i o n  b e c a u s e  o f  i t s  d e m o n -
s t r a t e d  o r t h o d o x y  o f  r e p r e s e n t a t i o n  o r  i t s  m o d e  o f  p i c t u r i n g .  
A n o t h e r  v i e w  i s  t h a t  p o l i t i c s  l i n k e d  t o  a r t  i s  i d e n t i f i e d  w i t h  
a  p e r i o d  n o w  p a s s e d  - t h e  l a t e  6 0 ' s  a n d  7 0 ' s  - a n d  i s  c o n -
s i d e r e d  ' i n a p p r o p r i a t e '  f o r  t h e s e  p r a g m a t i c  t i m e s .  
I  w a n t  t o  o p e n  u p  t h e  d e f i n i t i o n  t o  i n c l u d e  w o r k  w h i c h  
i s n ' t  n o r m a l l y  c o n s i d e r e d  o v e r t l y  p o l i t i c a l  i n  a n  i s s u e  o r  
p a r t y - p o l i t i c a l  s e n s e .  W o r k  a b o u t  w h i c h  i t  m a y  b e  a r g u e d  
t h e r e  i s  a n  a t t e m p t  ' t o  e x p l o r e  r e p r e s e n t a t i o n a l  s y s t e m s  
a s  a p p a r a t u s e s  o f  p o w e r '  ( L o u i s  M a r i n )  i n f o r m e d  e i t h e r  b y  
n o t i o n s  o f  M a r x i s t  i d e o l o g i c a l  c r i t i c i s m  ( e m p h a s i s i n g  w h a t  
t h e  w o r k  s a y s )  o r ,  b y  p o s t - s t r u c t u r a l i s m ' s  p e r f o r m a t i v e  v i e w  
( w h a t  t h e  w o r k  d o e s ) .  
H e r e  i s  t h e  f o c u s  o f  m y  c o n c e r n .  T h e  p o l i t i c s  o f  p i c t u r i n g  
is centrally linked to the codes of representation - the way 
pictures are constructed and their link with the world. 
The re-distribution of economic support for the visual 
arts may be desirable, yet seldom does, nor perhaps can, 
the officially sanctioned work offer a substantial critique of 
existing social formations by maintaining the transparency 
of the codes of representation. By failing to challenge the 
construction of representations within particular dominant 
codes there is a failure to identify the basis of power and 
its dependence on these material and interpretive structures. 
The historical connection between Classical representation 
and 17th century social and economic life has been strongly 
argued in order to expose the essentially political function 
which representation served - In Classical representation, 
the person who represents the world is transformed from a 
subjective being enmeshed in space and time into a trans-
cendent, objective Mind that appropriates reality for itself 
and thereby dominates it. 2 In moving from a single 
vanishing point to our world of 'a plurality of vanishing 
points, a plurality of perspectives .. .' there is a consequent 
disruption of the codes, the 'representational apparatus' 
(the mechanics of transmission and reception) is fragmented 
and through this it becomes possible, to articulate those 
implicit strategies and tactics whereby representation achiev-
es its putative transparency (Owens). In this sense, 'rep-
resentation is used against itself to destroy the binding or 
absolute status of any representation' (Frederic Jameson) . 
Returning to the question of orthodox representation it is 
relevant to take account of Derrida's claim that - What 
(any) institution cannot bear, is for anyone to tamper with 
language .. . It can bear more readily the most apparently 
revolutionary ideological sorts of 'content' if only that 
content does not touch the borders of language and of all 
the juridico-political contracts that it guarantees. 3 If 
'"-'e take visual representation to be analogous to 'language', 
it may well follow that the ready toleration, absorption 
and problematics of much self declared political art is as a 
consequence of its failure to expose the nature and function 
of all representations. 
There is a further thread which must be drawn into this dis-
cussion and that concerns the relationship of the work in 
this exhibition with that more readily curatorially supported 
studio art (I am thinking of 'neo-expressionism') and the 
means by which the political dimension of these exhibited 
works can be conveniently diminished or denied. Such dis-
cussion begs the question of the context of display, where 
co-option into mainstream aesthetics under the rubric of, 
for example, the New Art which has been prescriptively 
labelled as 'expressionistic' or 'emblematic', serves to deny 
a critical voice on the part of the artist. 
Still more poetic, at times theoretically sophisticated and ex-
tremely useful voices provide shelter for those who, using 
only the rhetoric of anti-interpretive positions, predictably 
deny 'engagement' or 'intervention' while planning strategies 
of individual survival (after the holocaust?!) predicated on 
collusion or capitulation. But these too are only fragments. 
Of more substantial concern is to counter the accusation of 
'paralysis' directed to deconstructive practice - that pos-
itions of this kind may lead into another closed circle . 
Michael Ryan in addressing this problem suggests that such 
a fear arises from working with too simple a notion of the 
sort of knowledge (or science, if knowledge is taken as a 
matter of technology, construction and convention) required 
for radical action ... Only from the viewpoint of capitalist 
rationalism or party patriarchalism does the persistent 
positing of an alternative, of a continuous displacement along 
a seriality of revolutions which is multisectoral and without 
conclusion, seem 'irrational or 'paralytic', It is paralytic of 
their rationalist power, but it is equally an opening onto a 
plural diffusion of powers. 4 
There are a number of features which these works share in 
varying degrees. These are the use of the layering of images, 
the gathering of images cut from already existing sources, 
the use of images which are already subject to mechanical 
reproduction or in the process of building representations of 
the picture are further subject to mechanical means, and 
finally discontinuities with in the representations built. 
These are all processes which may be identified with collage 
and montage. 
Such processes are used by these artists towards specific 
ends, and while they may open up meanings within the 
works, they are ambiguous only within limits. These pro-
cesses operate to open up the images to allow a critique of 
orthodox codes which ensure consistency and accessibility 
yet are not so open ended as to suggest a disconnected world 
where any thing can mean anything - that aspect which 
has made Derrida so attractive to the 'apolitical' artist/ 
curator/dealer alike. It is through an open ended ambiguity 
that nothing can be said and no critique can be made. This is 
the means by which any form of engagement can be cur-
tailed. 
Suzanne Davies 
Footnotes 
1. It could be argued that in these conditions, socialism means the 
preservation of surplus value and the exploitation of labour 
under more humane planning and self management. 
Michael Ryan, Marxism and Deconstruction. A Critical Articu-
lation, Johns Hopkins University Press, Baltimore and London, 
1982, p.224 
2. Craig Owens, "Representation, Appropriation and Power", Art 
in America, May 1982, p.17 
3. Jacques Derrida, "Living On: Borderlines" in Deconstruction 
and Criticism, Seabury, New York, 1979, p .94-5. 
4. Ryan, opcit. p.213-216 
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1 9 7 4  L a t i n a m e r i c a n  A r t i s t i c  C o o r d i n a t i o n ,  C A L  G a l l -
e r y ,  S a n t i a g o  
1 9 7 5  M a t t a  G a l l e r y ,  S a n t i a g o  
1 9 7 7  T o l a r n o  G a l l e r i e s ,  M e l b o u r n e  
1 9 7 9  L a t i n a m e r i c a n  A r t i s t i c  C o o r d i n a t i o n ,  C A L  G a l l -
e r y ,  S a n t i a g o  
1 9 8 1  T o l a r n o  G a l l e r i e s ,  M e l b o u r n e  
' H o t  A r t ' ,  V i d e o - p e r f o r m a n c e ,  M e l b o u r n e  C i t y  
S q u a r e  
1 9 8 2  R o s l y n  O x l e y  G a l l e r y ,  S y d n e y  
1 9 8 3  ' F a b l e  o f  A u s t r a l  i a n  P a i n t i n g ' ,  T o l a r n o  G a l l e r i e s ,  
M e l b o u r n e  
' N e d  K e l l y ' ,  P r a x i s ,  F r e m a n t l e  
' F a b l e  o f  C h i l e a n  P a i n t i n g  7 3 / 8 3 ' ,  S u r  G a l l e r y ,  
S a n t i a g o  
1 9 8 4  ' A d e l a i d e  F e s t i v a l ' ,  E x p e r i m e n t a l  A r t  F o u n d a t i o n ,  
A d e l a i d e  
S e l e c t e d  G r o u p  E x h i b i t i o n s  s i n c e  1 9 8 0  
1 9 8 1  ' S p e c t r e s  o f  O u r  T i m e ' ,  A r t  G a l l e r y  o f  S o u t h  
A u s t r a l i a ,  A d e l a i d e  
1 9 8 2  ' V i s i o n  i n  D i s b e l i e f ' ,  4 t h  B i e n n a l e  o f  S y d n e y  
1 9 8 3  
1 9 8 4  
' N e l l y  R i c h a r d ,  C a r l o s  L e p p e ,  J u a n  D a v i l a ,  M a r t i n  
M u n z ,  V i d e o - p e r f o r m a n c e ' ,  C h i l e a n - F r e n c h  I n -
s t i t u t e  o f  C u l t u r e ,  S a n t i a g o  
' P o p i s m ' ,  N a t i o n a l  G a l l e r y  o f  V i c t o r i a ,  M e l b o u r n e  
' A r t  i n  t h e  A g e  o f  M e c h a n i c a l  R e p r o d u c t i o n ' ,  
G e o r g e  P a t o n  G a l l e r y ,  U n i v e r s i t y  o f  M e l b o u r n e  
' S e x u a l  I m a g e r y  i n  A r t ' ,  T a s m a n i a n  S c h o o l  o f  A r t ,  
U n i v e r s i t y  o f  T a s m a n i a ,  H o b a r t  
' A r t i s t ' s  P r o o f ,  L e p p e ,  C a r d e n a e ,  D a v i l a ' ,  p e r -
f o r m a n c e ,  X I I  B i e n n a l e  o f  P a r i s  
' N u - V i e w ' ,  A u s t r a l i a n  V i d e o ,  S t a t e  F i l m  C e n t r e ,  
M e l b o u r n e  
' F r i n g e  N e t w o r k  F e s t i v a l ' ,  M e l b o u r n e  
' O p e n  V i d e o  F e s t i v a l ' ,  A r t s p a c e ,  S y d n e y  
' A u s t r a l i a n  P e r s p e c t a ' ,  A r t  G a l l e r y  o f  N . S . W . ,  
S y d n e y  
' C o m i c  S t r i p p i n g ' ,  G e o r g e  P a t o n  G a l l e r y ,  M e l -
b o u r n e  
' C o n t i n u u m ' ,  J a p a n  
' A n z a r t ' ,  H o b a r t  
M e t r o  T V  v i d e o  e v e n t ,  S y d n e y  
' F r o m  A n o t h e r  C o n t i n e n t :  A u s t r a l i a .  T h e  D r e a m  
a n d  t h e  R e a l ' ,  M u s e u m  o f  M o d e r n  A r t ,  P a r i s  
' R e c e n t  A u s t r a l i a n  P a i n t i n g :  a  S u r v e y  1 9 7 0 - 1 9 8 3 ' ,  
A r t  G a l l e r y  o f  S o u t h  A u s t r a l i a ,  A d e l a i d e  
' V o x  P o p  I n t o  t h e  E i g h t i e s ' ,  N a t i o n a l  G a l l e r y  o f  
V i c t o r i a ,  M e l b o u r n e  
' F o r m  - I m a g e  - S i g n ' ,  A r t  G a l l e r y  o f  W e s t e r n  
A u s t r a l i a ,  P e r t h  
' 5 t h  B  i e n n a l e  o f  S y d n e y '  
~ 
The Third Degree, cibachrome print, 102x147cm, 1980-84. 
Collection of the Artist. 
Pam Debenham 
Born in Launceston, Tasmania, lives in Sydney 
Studied 
1977-79 Diploma of Visual Arts, Sydney College of the 
Arts 
1982 Bachelor of Arts (Visual Arts). Sydney College of 
the Arts 
Selected Group Exhibitions since 1980 
1981 'Womens Art at Work', 3 months touring exhibi-
tion, Melbourne 
1982 'All Australia Poster Show', George Paton Gallery, 
Melbourne University 
Print Council 'Exhibition 10', 2 year travelling 
show 
'From The Inside Out', Women and Arts Festival, 
Craft Council Gallery, Sydney 
'Out of Print', Art-Empire-Industry, Sydney 
1983 'Continuum '83', Tokyo, Japan, exhibiting with 
the Lucifoil Poster Collective 
'Truth Rules O.K?', Experimental Art Foundation, 
Adelaide 
E x t e r i o r  . . .  L o n d o n  ( T h e  M a l l ) ,  T w i n  p r o j e c t o r  s l i d e  i n s t a l l a t i o n  f o r  
d a r k e n e d  s p a c e ,  1 6 2 x 3 5 m m  s l i d e s ,  c o l o u r ,  m u t e ,  i n d e f i n i t e  d u r a t i o n ,  
L o n d o n ,  1 9 8 1 .  C o l l e c t i o n  o f  t h e  A r t i s t .  
J o h n  D u n k l e y - S m i t h  
B o r n  1 9 4 6  i n  B a l l a r a t ,  V i c t o r i a ,  l i v e s  M e l b o u r n e  
S t u d i e d  
1 9 6 4 - 6 5  B a l l a r a t  T e a c h e r s '  C o l l e g e ,  B a l l a r a t ,  V i c t o r i a  
1 9 6 6  
1 9 6 7 - 7 1  
M e l b o u r n e  T e a c h e r s '  C o l l e g e ,  M e l b o u r n e  
B a l l a r a t  S c h o o l  o f  M i n e s  a n d  I n d u s t r i e s ,  B a l l a r a t ,  
V i c t o r i a  
1 9 7 4 - 7 6  H o r n s e y  C o l l e g e  o f  A r t ,  L o n d o n  
S e l e c t e d  I n d i v i d u a l  E x h i b i t i o n s  
1 9 7 9  ' W i n d o w  S e q u e n c e s  1  &  2 ' ,  A r t  P r o j e c t s ,  M e l -
b o u r n e  
' F i l m  W o r k s ' ,  U n i v e r s i t y  G a l l e r y ,  U n i v e r s i t y  o f  
M e l b o u r n e  
1 9 8 0  ' E x t e r i o r  w i t h  S e a g u l l s ' .  I n s t i t u t e  o f  M o d e r n  
A r t ,  B r i s b a n e  
' F i v e  o r  S i x  C i t y s c a p e s ' ,  A r t  P r o j e c t s ,  M e l b o u r n e  
1 9 8 1  ' I n t e r i o r  N o . 1  1 9 8 1 ' ,  I n s t i t u t e  o f  M o d e r n  A r t ,  
B r i s b a n e  
' I n t e r i o r  N o . 1  1 9 8 1 ' ,  A r t  P r o j e c t s ,  M e l b o u r n e  
1 9 8 2  ' I n t e r i o r s  2  - 5 ' ,  P S  1 ,  I n s t i t u t e  f o r  A r t  a n d  U r b a n  
R e s o u r c e s ,  N e w  Y o r k  
1 9 8 2  ' W i n d o w  S e q u e n c e s  1 9 7 9 - 1 9 8 2 ' ,  A r t  P r o j e c t s ,  
M e l b o u r n e  
1 9 8 3  ' E x t e r i o r  .  .  .  S a n  F r a n c i s c o  1 9 8 2 ' ,  8 0  L a n g t o n  
S t r e e t ,  S a n  F r a n c i s c o  
1 9 8 4  ' J o h n  D u n k l e y - S m i t h - I n s t a l l a t i o n s  1 9 7 9 - 1 9 8 4 ' ,  
U n i v e r s i t y  G a l l e r y ,  U n i v e r s i t y  o f  M e l b o u r n e  
' I n t e r i o r  N o . 8 ' ,  A r t s p a c e ,  S y d n e y  
S e l e c t e d  G r o u p  E x h i b i t i o n s  s i n c e  1 9 8 0  
1 9 8 2  
1 9 8 3  
1 9 8 4  
' T e n  Y e a r s  o f  L i v i n g  C i n e m a ' ,  T h e  C o l l e c t i v e  
F o r  L i v i n g  C i n e m a ,  N e w  Y o r k  
' A r t  i n  t h e  A g e  o f  M e c h a n i c a l  R e p r o d u c t i o n ' ,  
G e o r g e  P a t o n  G a l l e r y ,  U n i v e r s i t y  o f  M e l b o u r n e  
' F i l m  a s  A r t ' ,  V i c t o r i a n  C o l l e g e  o f  t h e  A r t s  G a l l -
e r y ,  M e l b o u r n e  a n d  t o u r i n g  a l l  A u s t r a l i a n  s t a t e s  
' F i l m m a k e r s '  V i s i o n s ' ,  W e l l i n g t o n  C i t y  A r t  G a l l -
e r y ,  W e l l i n g t o n  
' P r e s t o n  t o  P h i l l i p  - A  S u r v e y ' ,  R e c o n n a i s s a n c e  
G a l l e r y  a n d  T h e  S p r i n g w o r k s ,  M e l b o u r n e  
' A u s t r a l i a n  F i l m m a k e r s  w i t h  F o u r t h  B i e n n a l e  o f  
S y d n e y ' ,  A r t  G a l l e r y  o f  N e w  S o u t h  W a l e s ,  S y d n e y  
' O l d  W o r l d / N e w  W o r k s ' ,  T h e  C l o c k t o w e r ,  N e w  
Y o r k  
' D ' U n  A u t r e  C o n t i n e n t :  L ' A u s t r a l i e .  L e  R e v e  
e t  l e  R e e l ' ,  A R C ,  M u s e e  d . A r t  M o d e r n e  d e  I a  
V i l l e  d e  P a r i s ,  P a r i s  
' D r a w i n g s  ( S c h e m a t i c ,  E x p r e s s i o n i s t  &  P s y c h o l o g -
i c a l ) ' ,  A r t  P r o j e c t s ,  M e l b o u r n e  
' C o n t i n u u m  ' 8 3 ' ,  S t u d i o  2 0 0 ,  T o k y o  
' A  M e l b o u r n e  M o o d  - C o o l  C o n t e m p o r a r y  A r t ' ,  
A u s t r a l i a n  N a t i o n a l  G a l l e r y ,  C a n b e r r a  
' A u s t r a l i a n  P e r s p e c t a  1 9 8 3 ' ,  A r t  G a l l e r y  o f  N e w  
S o u t h  W a l e s ,  S y d n e y  
' T a l l  P o p p i e s ' ,  U n i v e r s i t y  G a l l e r y ,  U n i v e r s i t y  o f  
M e l b o u r n e  
' X e n o p h i l l i a ' ,  T h e  C l o c k t o w e r ,  N e w  Y o r k  
' A u s t r a l i a :  N i n e  C o n t e m p o r a r y  A r t i s t s ' ,  L o s  
A n g e l e s  I n s t i t u t e  o f  C o n t e m p o r a r y  A r t ,  L o s  
A n g e l e s  
]  
1  
)  
The Tower, The Museum, The Banner, The Barricade, oil stick on 
paper, 228x336cm, 1984. 
Courtesy Yuill Crowley Gallery 
Richard Dunn 
Born at Sydney, 1944, lived Europe 1966-1976, lives in 
Sydney 
Studied 
1962-64 University of New South Wales, Faculty of Archi-
tecture 
1966-69 Royal College of Art , London, School of Painting 
1972 Gallery A, Sydney 
1975 Gallery A, Sydney 
1976 
1977 
1978 
1979 
1980 
1981 
Warehouse Gallery, Melbourne 
Gallery A, Sydney 
'Six Positions', modernArt, Sydney 
'Heuristic Models', Institute of ModP.rn Art, Bris-
bane 
'Tools of Coincidence', Art Projects, Melbourne 
'Monastery', modernArt, Sydney 
'Barricades', QED, Sydney 
(a dialogue of objects). Institute of Modern Art, 
Brisbane 
'Barricades No.3 (The Sheet, The Monochrome 
and The Banner) 1848', Art Projects, Melbourne 
1983 'A-K: Normal and Domestic', Yuill Crowley 
Gallery, Sydney 
Selected Group Exhibitions since 1980 
1980 'Frame of Reference', Ewing Gallery , University 
of Melbourne 
1981 'Frame of Reference', A.G.D .C. Touring Ex-
hibition 
1982 
1983 
1984 
'Austral ian Perspecta', Art Gallery of N .S.W., 
Sydney 
'The Beacon', n-space, Sydney 
'Popism', National Gallery of Victoria, Melbourne 
'Temple of the Winds', n-space, Melbourne 
'New Acquisitions', National Gallery of Victoria 
The Philip Morris Arts Grant, 'Australian Art of 
the Last Ten Years', Australian National Gall ery, 
Canberra 
'The Seventies', Australian Paintings and Tapes-
tries from the collection of the National Australia 
Bank, National Gallery of Victoria, Melbourne 
'Attitudes to Drawing', Ivan Dougherty Gallery, 
Sydney 
'From Another Continent- Australia', The Dream 
and the Real, Paris ARC, Museum of Modern Art 
of the City of Paris 
Gallery Beiderberg-Muller, Amsterdam 
Drawing 'Sex', Yuiii / Crowley Gallery 
S h o r t c u t  t o  R o m a n c e ,  o i l  a n d  a c r y l i c  o n  c a n v a s ,  f i v e  p a n e l s  e a c h  
1 2 2 x  1 2 2 c m ,  1 9 8 4  
M e r i l y n  F a i r s k y e  
B o r n  1 9 5 0 ,  M e l b o u r n e ,  A u s t r a l i a  
C u r r e n t l y  l i v e s  a n d  w o r k s  i n  S y d n e y  
S t u d i e d  
1 9 7 0 - 7 2 ,  7 4  N a t i o n a l  A r t  S c h o o l ,  S y d n e y  
1 9 7 5  A l e x a n d e r  M a c k i e  C o l l e g e  o f  A d v a n c e d  E d u c a t i o n ,  
S y d n e y  { D i p . A r t )  
S e l e c t e d  I n d i v i d u a l  E x h i b i t i o n s  
1 9 8 0  A v a g o ,  S y d n e y  
1 9 8 1  A r t  W o r k s h o p ,  U n i v e r s i t y  o f  S y d n e y  
1 9 8 2  " T h e  E a s t e r  S h o w " ,  F i l m m a k e r s  C i n e m a ,  S y d n e y  
M u r a l s  
1 9 7 9  G a r i b a l d i  w i t h  M i c h i e !  D o l k ,  G a r i b a l d i ' s ,  R i l e y  
S t r e e t ,  D a r l i n g h u r s t  
T h i s  i s  Y o u r  L i f e ,  A r d w i r k z  B i l l b o a r d  C o l l e c t i v e  
1 9 8 0  A C I  G l a s s w o r k s  M u r a l  w i t h  M i c h i e !  D o l k  a n d  J e f f  
S t e w a r t ,  A C I  W a t e r l o o  
1 9 8 0 - 8 2  W o o l l o o m o o l o o  M u r a l  P r o j e c t  S t a g e  1 ,  w i t h  
M i c h i e !  D o l k ,  W o o l l o o m o o l o o  
1 9 8 3  P o s i t i o n s  V a c a n t - P a i n t e r s  a n d  D e c o r a t o r s ,  R e f s  
R e q u i r e d  w i t h  M i c h i e !  D o l k ,  a  d i s p o s a b l e  m u r a l  
w i t h  i n s t a l l a t i o n ,  A r t  G a l l e r y  o f  N S W  
W e  A r e  S t i l l  H e r e  w i t h  C a r o l  R u f f ,  K i n g s t o n ,  
T a s m a n i a  
1 9 8 4  P e r s o n  t o  P e r s o n  w i t h  M  i c h i e l  D o l k ,  W o o l l o o m o o -
l o o  M u r a l  P r o j e c t  S t a g e  I I  
S e l e c t e d  G r o u p  E x h i b i t i o n s  s i n c e  1 9 8 0  
1 9 8 1  ' J a p a n '  w i t h  S a n d y  E d w a r d s ,  F i l m m a k e r s  C i n e m a ,  
S y d n e y  
d e m e a n o u r  i n  g i v i t ' t  ~(\r 
t h e r e  p l O Y  b t .  m a n y  fe~turi>s o f  
a t e  o u n l  o r  ~dmtssions m a d 1 2  b~ 1 \  
~hfth m J t  d i $ d O  . .  ~..;. ~!'\OU§t J c f t t i c n -
1 9 8 2  
1 9 8 3  
A u s t r a l  i a n  C e n t r e  o f  P h o t o g r a p h y ,  S y d n e y  
' T h e  P a n e l  S h o w ' ,  A u s t r a l i a n  C e n t r e  o f  P h o t o -
g r a p h y ,  S y d n e y  
' F r o m  t h e  I n s i d e  O u t ' ,  C r a f t  C o u n c i l  G a l l e r y ,  
S y d n e y  
' S e x u a l  I m a g e r y  i n  A r t ' ,  T a s m a n i a n  S c h o o l  o f  A r t  
G a l l e r y  
' A u s t r a l i a n  P e r s p e c t a  ' 8 3 ' ,  A r t  G a l l e r y  o f  N S W  
I  
Tim Johnson 
Born 194 7 in Sydney, New South Wales 
Lives in Sydney 
Studied 
University of New South Wales, Sydney 
University of Sydney 
Selected Individual Exhibitions 
1970 'Off the Wall', Gallery A, Sydney 
1971 
1972 
1973 
1974 
'Installation as Conceptual Scheme', lnhibodress, 
Sydney 
'Diary, Voyeur, Fittings, Disclosures, etc.,' Pina-
cotheca, Melbourne 
'Installation as Conceptual Scheme', Nova Scotia 
College of Art and Design, Halifax, Nova Scotia, 
Canada 
Photographs of performances, University of 
Queensland, St. Lucia, Brisbane 
Paintings, Gallery A, Sydney 
1976 Paintings, Erskine Street Gallery, Sydney 
1977 'Notes on Painting', Gallery A, Sydney 
1979 Paintings, Mori Gallery, Leichardt, Sydney 
1982 'Wheel of Life', paintings, Mori Gallery, Leichardt, 
Sydney 
1984 'The Drunken Boat', Mori Gallery, Leichardt, 
Sydney 
Selected Group Exhibitions since 1980 
1980 'Leichardt Performance Festival', Sydney 
'Aboriginal Land Rights Exhibition', National 
Trust Centre, Observatory Hill, Sydney 
Anti-Uranium Mining Exhibition, Sydney 
Anatjari No.1 and John Jagamara at Papunya, acrylic on canvas, 
61x61cm, 1981 
Private collection 
1981 
1983 
1984 
'APMIRA: Aboriginal Land Rights Exhibition', 
Paddington Town Hall, Sydney 
'Artists for Peace' exhibition, Sydney 
'Perspecta', Art Gallery of New South Wales 
'Waiting for Technology', 'n' space and Yuill 
Crowley Gallery, Sydney 
'The Life of Energies', Artspace, Sydney 
'Minds on Masonite', Art Unit, Sydney 
'Artists for Peace' exhibition, Sydney 
Books by Tim Johnson 
'Spare Parts' (1971); 'Fittings' (1971); 'Public Fittings' 
(1972); 'Disclosure' (1973); 'Be An Artist' (1974); 'Coin· 
cidence' (1974); 'E.S.P.' (1976); 'You' (1976); 'Alienation' 
(1976) 
Films by Tim Johnson 
'Public Fittings' (1972); 'Disclosure' (1973); 'Excursion' 
(1973) 
Tim Johnson 
Visit to Papunya II, acrylic on canvas, 76x91cm, 1983 
Private collection 
Anatjari No.1 Jampitjinpa 
Kulku/ka, acrylic on canvas, 183x183cm, 1980. 
Collection of Tim Johnson 
P r e d i c t i o n  P i e c e  N o . 7 ,  V e r s i o n  1 ,  M i x e d  m e d i a  i n s t a l l a t i o n ,  1 9 8 4  
L y n d a l  J o n e s  
1 9 4 9  B o r n  i n  S y d n e y ,  N e w  S o u t h  W a l e s ,  l i v e s  M e l -
b o u r n e  
S t u d i e d  
1 9 6 8 - 7 2  M o n a s h  U n i v e r s i t y  ( B . A .  D i p . E d . )  
P e r f o r m a n c e  W o r k s  
1 9 7 7  A t  H o m e  C o m i n g  a n d  G o i n g ,  ' T e n  Y e a r s  a t  L a  
M a m a ' ,  L a  M a m a  T h e a t r e ,  M e l b o u r n e  
1 9 7 8  F a i r  W e a t h e r  ( i n  c o l l a b o r a t i o n  w i t h  N a n e t t e  
H a s s a l l )  
F e s t i v a l  o f  S y d n e y ,  S y d n e y  T o w n  H a l l  
S t o r e y  H a l l ,  R o y a l  M e l b o u r n e  I n s t i t u t e  o f  T e c h -
n o l o g y ,  M e l b o u r n e  
' E u r o p e a n  D i a l o g u e ' ,  B i e n n a l e  o f  S y d n e y  ( 1 9 7 9 ) ,  
S y d n e y  T o w n  H a l l  
A t  H o m e  A t  H o m e ,  L a  M a m a  T h e a t r e ,  M e l -
b o u r n e  
1 9 7 9  A t  H o m e s  O n  T h e  R o a d  A g a i n ,  L a  M a m a  T h e a t r e ,  
M e l b o u r n e  
' A C T  2 ,  F e s t i v a l  o f  P e r f o r m a n c e  A r t ' ,  A u s t r a l  i a n  
N a t i o n a l  U n i v e r s i t y  A r t s  C e n t r e ,  C a n b e r r a  (  1 9 8 0 )  
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The Idea of Bad Government, acrylic on linen, 152x366cm, 1982/83, 
Collection of Budget Rent-a-Car 
~J· r,;'f?~ 
•  The Idea of Good Government, acrylic on linen, 152x366cm, 
1982/83 
Not in this exhibition, but the pair to 'Bad Government' 
Geoff Lowe 
Born Melbourne 1952 
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RMIT 1969-72 
Selected Individual Exhibitions 
7 solo exhibitions in Mlllbourne and Sydney 
Selected Group Exhibitions since 1980 
Recently exhibited in 'Figures and Faces Drawn from Life' 
at Heide Gallery and 'Apocalypse and Utopia' at University 
Gallery, Melbourne, curated by John Nixon 
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The Source of Peter Burgess' imagery in "Trying to 
Describe Things', 1983, is the media, specifically the 
front page of the New York Times. It is through this 
vehicle that he attempts to describe his relationship 
to the world and on its supplied images that he el-
aborates by bringing forth associated images, severing 
and layering. His focus of interest includes the comp-
licity of the context, American culture, within which 
the reporting of these events is received. 
Like Burgess, Tony Coleing's 'Poland', 1982, uses the 
media, the relation between the local and the distant, 
and two 'wars' (current events) as its basis, by draw-
ing an ironic analogy between the civil strife of Poland 
(real conflict) and the then current cricket match 
between the Pakistani tourists and the Australian XI 
(constructed conflict). The similarity of these two 
spectacles is already determined by their represent-
ation for us by the media. 
Juan Davila's 'Pieta', 1984, reflects work done on the 
subject within psychoanalytic theory (Jacques Lacan) 
and its significance for feminism, and within art his-
tory (Leo Steinberg). Davila challenges the familiar 
codes and conjunctions, in this case by his radical and 
provocative disruption of relationships within the 
Pieta scene and his location of it within a domestic 
environment. His indexing of other artists and the 
elements in the work (Dittborn, lmmendorf) further 
disrupts the function of normal discourse, by relocat-
ing the discourse within the realm of figures of author-
ity and the suture. 
Pam Debenham's 'The Third Degree', 1980-1984, 
interrogates the construction of art history and theory 
by 'revising' Tom Roberts' 'Shearing the Rams' adding 
a photomontaged self-portrait to her own hand separat-
ed print 'Strong Feminine Labour', 1980, which was 
based on it. It foregrounds the role of women as pro· 
ducers (labour and imagery) while suggesting a critique 
of the application of Roland Barthes' term 'second 
degree' by Paul Taylor and others. 'The Third Degree' 
is a copy of a copy of a copy, with each subsequent . I 
version further specifying and elaborating new, yet 
coherent ideas drawn from that much reproduced prime 
source. 
The construction of John Dunkley-Smith's slide in-
stallation, 'Exterior ... London (The Mall)', 1981, 
is based on the difference between images (a 3600 
panorama of Pall Mall, London) through their arbitrary 
matching or mis-matching, as they proceed through the 
two carousels. Moments occur when new meanings are 
suggested by coherence in the conjunction or its un-
expectedness. The structuralist bias of the work both 
allows and severely limits the range of meaning and con-
junction of imagery. A degree of realism enters the 
work apart from the clear and significant play with its 
material (film, tripod, slide, projector) as the neutral 
gaze of the camera records the site, its people and 
weather. Yet this is no ordinary site but the site of 
the Monarchy. 
Richard Dunn's 'The Tower, The Museum, The Bann-
er , The Barricade', 1984, self-describes i.ts images 
layered one within the other by a process akin to filmic 
montage. This work is drawn both from, and com-
pounds, images and signs within two previous installa-
tion works ('Barricades' 1981-1984) . While having 
I 
apparently overt political subject matter through the use 
of Alfred Rethel's 1848 'Death on the Barricades' the 
role of artist as producer and the qualifying authority 
of the museum are more appropriately read. However, 
the use of metaphor in image selection complicates 
this dialogue of images, for instance, 'The Tower' is 
both 'chimney' and 'beacon'. 
7. Merilyn Fairskye's 'Shortcut to Romance', 1984, com-
bines fragments of a text drawn from the Sydney 
Morning Herald reports of a judge's findings after 
application for damages in a rape trial was rejected. 
The text is elaborated through its 'illustration' by 
images from both media and constructed sources. 
This elaboration throws into question the trial, the 
media report and 'acceptance' of rape as an aspect 
of 'romance'. 
8. Tim Johnson both uses and celebrates his relation-
ship to the Papunya people, further commenting by 
overlaying Buddhist imagery in what may be read as 
tragic pictures of destruction of a culture, as if a:t play 
with a romantic discourse, yet clearly taken out of 
the context of anthropqlogical or ethnographic con-
cerns. 'Anatjari No.1 and John Jagamara at Papunya', 
1981, provides in the context of this exhibition the 
source of Anatjari No.1 Jampitjinpa's 'Kulkulka', 
1980, the author himself, and confirms Johnson's pos-
ition as subject to this authorship. 
9. Amongst the predictive methods explored in Lyndal 
Jones' 'Prediction Piece No.7' 1984 is astrology - that 
extreme fom) of determinism which attributes 'essences' 
to the subject. Yet here the method of astrology is used 
against itself since, as Lyndal Jones says, 
Central to all Prediction Pieces is an examination of the 
act(s) of prediction ... The processes through which we 
arrange our future(s) within our minds and, hence, our 
ability to plan, to intervene. it is an examination of the 
foundations upon which we can organise and create 
change.* 
10. Geoff Lowe's diptych 'The Idea of Good Government', 
1982/3 and 'The I de a of Bad Government' 1982/3 is 
based on the allegorical frescoe of the Italian trecento 
Lorenzetti brothers. Allegory provides a means of 
layering images and meanings, where the modern text 
speaks through the historical text and becomes a method 
of mediation and retrieval. It is significant that the 
model is Medieval, based on collective practice rather 
than individual endeavour. 
11. In Peter Tyndall's 'detail, A Person Looks At A Work of 
Art/someone looks at something ... SOMEONE AND 
SOMETHING BECAUSE ... (apparent)', 1982, news-
paper images of 'famous' people, the Princess of Wales, 
Red Brigade's Machine gun granny, Russian cosmonauts, 
a local football hero, (ex) President Gultieri and two 
children playing (with paint) share a hand gesture or 
gestures and are appropriated into the confines of 'Hand-
space' - Tyndall's nominated method of framing and 
display. Depending on the original context and who 
speaks through these gesture, so the reading of the imag-
es chages from aggression, repulsion, display to greeting. 
.tt'This installation includes the transcript of a speech to be 
read 3 times, the speaker being represented here by the 3 
personas in the catalogue photographs. The invitation is 
extended to anyone to read, to speak, to actively assume 
a part. 
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